personal speech '. 6 Grierson's essay, 'Lord Byron: Arnold & Swinburne' seems to have been of particular interest to Yeats as Grierson emphasises Byron's gift as an orator, praising him for the accents of passionate speech found in the poetry. Yet Yeats learned far more from Byron than this suggests, and his sense (expressed in the same letter) that Byron was hardly a great poet, conceals a powerful engagement with his poetry, and one that had been present in his work long before this letter. It is Byron's poetry of conflict, formal dexterity, political outspokenness, and, most crucially, his poetry of personality, that offered a compelling model for Yeats, the aristocratically public poet.
Edward Larrissy proposed Byron as a vital model for Yeats, identifying 'the Byronic "masculine" style' present in the younger poet's work. 'Up until reading Grierson on Byron, then, Yeats seems to have uninterestedly thought of him as an example of powerful personality in art, but not as significant in that respect as his old mentors Shelley and Blake. After reading Grierson on Byron, however, Byron comes to represent a different kind of possibility, and -perhaps even more importantly for the work of late Yeats -a different kind of formal expression, or valuing of particular ways of integrating the voice of personal experience into poetry'. Steven Matthews, 'Yeats's 'Passionate Improvisations': Grierson, Eliot, and the Byronic Intergations of Yeats's Later Poetry', English 49 (2000) , p. 133. 9 Carlos Baker, The Echoing Green: Romanticism, Modernism, and the Phenomena of Transference in Poetry (Princeton, NJ: Princeton University Press, 1984), p. 152. to his late work. Grierson's letter did not see Yeats begin to use Byron as a model, but it made him conscious of the connection between the poets, and the ways in which Byron had been, and would continue to be, significant. From 'September 1913' to 'The Circus Animals' Desertion', it is Byron's poetic authority that provides the most compelling model for Yeats to draw on as Byron, like Yeats, finds strength through the created and creative self.
Political engagement and conflict becomes a moral standard in the poetry of Byron and You have your salary-was't for that you wrought?
And Wordsworth has his place in the Excise.
You're shabby fellows-true-but poets still, And duly seated on the immortal hill. . All quotations from Byron's poetry will be taken from this edition.
[Byron] came into competition with Wordsworth upon his own ground, and with his own weapons; and in the first encounter he vanquished and overthrew him'. 21 The combative Byronic self overthrows the Lake School to gain an ungainsayable authority over his competitors. Byron wrote to Murray in 1813, 'I never was consistent in anything but my politics ', 22 and this becomes the difference between self and other underscored in Byron's attack on the Lakers. There can be no plea to the version of posterity beloved by the Lakers.
With apparent relish, Byron shows that the whole man will be judged, and Time, which Both poets play on belatedness as they explore the sense, with tragic, darkly comic and ironic tones, that they have outlived their own ages. Despite Byron's relative youthfulness at his death, his work in his mid-thirties reveals a similar preoccupation with the lost world of his youth that Yeats's late poetry so often laments. In Canto XI of Don Juan, Byron spends 11 stanzas remembering the Regency, the period when last he was in England. These English cantos show Byron's epic reaching its climax as he approaches home territory, as Peter W. Even as a broken mirror, which the glass
In every fragment multiplies; and makes A thousand images of one that was,
The same, and still the more, the more it breaks;
And thus the heart will do which not forsakes, (Childe Harold's Pilgrimage III. 33: 289-93)
The broken mirror becomes in his later poem a globe of glass, 'cracked, shivered, vanished'.
Where the image of the broken mirror revealed a broken and yet poetically generative self, and also recalls the lost loved one, the cracked globe of glass is scarcely gazed on, ignored
for so long as to suddenly and silently change. Byron's list of 'Statesmen, chiefs, orators, queens, patriots, kings', underscores the ephemerality of the world which he had known so well, a world vanished from view forever. The final couplet refuses Byron's typical undercutting or mocking gesture. Here, it emphasises the transient nature of worldly power, almost against the will of the poet, who is shipwrecked away from all he once knew.
Steadying itself as the stanzas progress, Byron finds relief in a flippant listing of all those passed from view, from Napoleon to Brummel, the Lady Carolines to Joanna Southcote, bearing witness to his survivor's sense that 'history is more than an awful potent and looming spectre pointing to the void. It is also an astonishing aggregate of criss-crossing particulars, This avowal contains a double-edged realisation. It celebrates the creativity and transfiguring nature of art, but it also mourns the passing of a reality that was palpable, a reality that cannot be retrieved wholly by the artist. Though poetry might create myth, it cannot preserve reality.
This moment of loss, as the poet recognises the irrecuperable nature of memory and the impossibility of expressing his personal history, sparks the breakdown at the start of the following stanza.
Heart-smitten with emotion I sink down, My heart recovering with covered eyes; Wherever I had looked I had looked upon My permanent or impermanent images:
('The Municipal Gallery Revisited', III. 17-19) Yeats struggles to recover himself before our eyes as the repetition of words and phrases suggests the difficulty of expressing strong emotion. Yeats sees not the real men and women, but images of the artist, images that sought to transfigure his friends into subjects, his time and life into his art. The speaker seems to forget, for one moment, the presence of his audience, but, typically, the apparent crisis shows Yeats at his most artistically controlling.
The patterning is performed as Yeats's soft sibilance lulls the first line into a slow sinking down. The patterning of the second line where 'recovering' looks forward to 'covered', followed by the repetition of 'I had looked' in the third line, and the symmetry of 'permanent' and 'impermanent' in the fourth quoted line, show Yeats marshalling his words in service of embodying a grief distinguished by its stately quality. The silent pun with the 'heart recovering with covered eyes' suggests the heart as recovering memory; all is not lost. This is a brief defeat of the speaker at the hands of time, loss, and memory, and its brevity allows for the recovery which strengthens the poem's resolve to centre the self. Despite an Oisin-like posture of exile from his own time, Yeats will fight towards an assertion of the significance of the lost world in which he lived. This exilic pose recalls Byron's poetry of exile, where his speakers seem forever marooned away from home, for better and worse.
Here, Yeats's dignified crisis shows him earning the affirmation of the final stanza through the suffering experienced at this juncture in the poem. John Synge, I and Augusta Gregory, thought Must come from contact with the soil, from that Contact everything Antaeus-like grew strong.
We three alone in modern times… 'For the middle-aged Yeats, looking back in elegiac mode, it seemed like a form of spiritual nobility to claim to be a Romantic'.
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In 'The Circus Animals' Desertion', Yeats takes this spiritual nobility to a self-reflexive and dramatic climax. In ottava rima, which had become the site of 'achieved artifice' in his later works, (Don Juan XI. 55-56: 433-48) Paralleling himself with Napoleon, one of his favourite masks, 44 Byron refers to his reputation as a giant striding over the literary world, peacocking in the lines to affect a deliberate nonchalance. The poet must be pugilist, but Byron mocks the idea even as he admits to the hierarchy of poets. Yet Byron will not settle on mockery as the only response, as the final two lines in the first couplet force our assent to Byron's widely proclaimed status
44
'Byronism, the chief by-product of the bloodless warfare between the major reviews, was from the outset imagined as a para-Napoleonic phenomenon, an empire based on the sale of books rather than the conquest of nations. "Byron" was designed to out-Bonaparte Bonaparte'. But what cared I that set him on to ride, I, starved for the bosom of his fairy bride.
('The Circus Animals' Desertion', II. 9-16)
Beginning with an angry sense of failed originality that seems somewhat at odds with the value he placed on tradition and its 'old themes', 47 Yeats sets up a dramatic statement that almost becomes a question. Yet it is a brand of rhetorical flourish that remains passionate in its earnestness. Though he seems to condemn his imagined 'sea-rider Oisin', even as he writes, he seems to be re-enchanted by his own poetry as the softer 'seems' that closes line 13 suggests the power of these 'themes of the embittered heart'. The cry of the couplet declares the personal quality of The Wanderings of Oisin despite its self-definition as a national myth.
The importance of self-definition goes some way to explain the apparently odd choice to as 'After Long Silence' has it (6), become the real centre and circumference of Yeats's life.
No palinode, there is more than a small frisson of triumph as these 'themes of the embittered heart' take on a life and importance beyond the man, and beyond 'my dear' who does not quite become a model of the Countess Cathleen. This recalls Byron's insistence on the interdependence of poet and poetic creation in Childe Harold's Pilgrimage, particularly in his electrifying stanza that begins 'Tis to create, and in creating live / A being more intense, that we endow / With form our fancy, gaining as we give / The life we image, even as I do now'
(Childe Harold's Pilgrimage III. 6: 46-49). In 'The Circus Animals' Desertion', the poem soars into an affirmation of poetic creation even as Yeats seems to condemn his creative impulses for their high personal cost.
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Byron complained of Keats that 'he is always frigging his imagination. -I don't mean that he is indecent but viciously soliciting his own ideas into a state which is neither poetry nor any thing else but a Bedlam of vision produced by raw pork and opium'. BLJ 7. p. 225.
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O'Neill, Romanticism and the Self-conscious Poem, p. 254.
